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PUBLISHER S PREFACE 

Fine musicians generally agree upon. tEie synonymy of Ray Bauduc and Dixieland Swing, 
1 jke tt'Engy Mmmn?) Louis Prim*, Emil Sit-in, Louis Armstrong, Johnny and Baby Dodds, Zutt-y 
Singlelon and. other great musicians OF the Southland, Kay Bauduc inherited tliat me rhythmic 
instinct and incomparable eonuspiion that New Orleans, bestows, only upon her favored sons.. 

Brought up under the influences of early untainted and unrest mined swing, endowed with a 
natural ambidexterity, blessed with good taste and consumed with an overwhelming desire to per- 
petnate the music and true rhythms yf his bt Loved Southland, it was inevitable that Kay Bauduc 
VOLlld become one of the hiight&st Stirs in the world of drummers, like Bis Rkdcrbecke and Eddie 
f ang, whose nanus and accomplishment have gone down in the imoiortal pages cF musical improv¬ 
isation i so now, as his contribution., Kay Buuduc relnscribcs indelible and lasting impressions upon 
those sahie pages. 

The Publishers of this, the first book of true Dixieland Drumming feel proud that they ware able 
to prevail upon Kay Baurlue to put down, (which we believe For the fir^t time in musical history}, 
all the intricate patterns and fkgelbtiori!? tin! comprise Dixieland’s own swing style. The drummer 
studying this work will find the basic formula and nil secrets generously explained. It Is upon this 
open minded attitude that Kay Baudue-is to-he particularly r cdm mended, 'We feel that tlu> need for 
such b work haa now Insert adequately met and. in bringing this Dixieland Drumming into print, we 
feel, too, that we are helping Eo perpetuate the magical rhythm* that belong to the South. 

Wc sincerely hope that you, as an accomplished drummer, will find this maleml bmb interesting 
and applicable to your future cancer. 


WM. F. LUDWIG DRUM CO. 
MODERN DIXIELAND SWING DRUMMING 

By Ray Bauduc 


Published by Wm. F. L-udu.'ig 
F.rfiiby -Ltam- C, Rowland 



BIOGRAPHY 

No doubt, Ray Eauduc’a fine la^te and conception in 
music was inherited, for his musical keenness is too finely 
developed to have been an acepttred ability. At an early 
age he used 14 play around with his brother Jules' 
drums -id home and on club dates Ray would proudly 
carry his older brothers outfit around In the same 
manner and w Lch the same pride which a smal L boy feels 
when following a parade through the streets. Coming 


From a family of musicians, naturally his desire for 
music was nit the more intern^. 

Getting a taste for the fine awing style that was New 
Orleans* own, Ray took advantage of every opportunity 
to watch the good musicians that were around New 
Orleans. Most of his spar-c time was spent in watching 
Baby and Johnny Dodds, on the ’^Sidney 1 '* (one -of the 
liirge.it Mississippi Boats), who at that lime played with 
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so much feeling and swnwd to gel such a tick cut of 
the Jr>1 1 thiit it wan i real inspiration, to the youngster. 
Finally, using a spare set of his brotlsers drums, Ray 
landed his. fir;[ job in a “nickel show”, the Thelma 
Theatre - - - - a three dollar a week piano and drilrrt 
job. This, as jobs of that typ< went in iliw slays, gave 
litm an excellent foundation and helped to build that 
excel lent technique that is his enviable possession today. 
This job called for the use of at] traps to catch the 
comedy gags on the screen and helped in *hU manner 
to develop that spark of originality that had been dor¬ 
mant until this time, ft turned out that the practice 
which he received m the picture house would have paid 
dividends even if he had been required to pay the mam 
agement for the privilege of playing in the place. 

On rest periods, young Hay would go into the projec¬ 
tion booth and hang around the Operator*. It so hap¬ 
pened. that one of these operators took a liking to the 
youngster iinrl asked hire if he'd like to sec a "real fine” 
drummer work This Operator was doubling between 
the Tbtflwji theatre and the Palace and this gave him 
the opportunity to let Kay stand In the Pa lac# Booth 
to study the technique of Emil Stein. Stein was one of 
[he finenl drummed in tho entire South and to quote; 
"fie used to really break it up for "cm and stop (he 
show cold”, Stein was one of (hose rare drummers who 
knew what to do just at the right lime ami with tine 
gleam* amount of flash. 

In the Foil, Hay went back to school, hut ‘with a poem 
liar feeling thill school and he were soon going to bo 
strangers. Music now had become his great lavo, and 
with the inspiration that he hod required from Ha by 
Dodd* and Emil Stein, pins the little job in (be theatre, 
where he had the first iitilfutfon of applying his own 
ideas, there was conceived the same seed of discontent 
which io often precedes wonderful musical careers for 
lo many young musicians, 

TFic school that Hay then entered was known ns the 
Dei Gado Trade School, an institution emlowed for the 
purposto of teaching a trade to the ex-stervica men who 
had returned from the way. However, any youngster nut 
of the eighth grade, could also go to this school artel 
learn his preferred trade. Raj' decided to study his 
father^ business, mechanical drafting. Rebellion had 
not yet Mt in. Associating with men much older than 
himself, men who were discharged from the army and 
who had grown up during the war, gave Ray a different 
slant on life amt, to the surprise of everyone, he sud- 
daily grew older himself and seemed to take a man's 
viewpoint On life. 

At thia school he met Emmett Hardy, who was also 
interested in mu4c as A huSiiwws and the two talked 
about planing out with their own band. They* organ tied 
a Jive piece combination Lind began playing chib job* 


and were successful from the first. Ag these jobs became 
more and mote p rawing they began to interfere with 
«hooi So (he time soon approached when he had to 
decide on his future. Needing a ^t of drums (he hud 
continued using his brother’s outfit) he made up big 
mind to bay bin own outfit and go where the atmosphere 
was even more musically encouraging. With this end in 
view, he look a job at the Werline Music (In. on Canal 
Street in order (0 pay for his new instruments. Now, he 
■was commercing to get his own se[ together and music 
became a very clow and personal thing to him. The 
first step had been taken. 

Il wa?n‘t le>ng before the- arrangement with Hardy 
became unsatisfactory because Hardy, coming from 
Algiers. La., found it more convenient to hire Algiers 
hoy* for his engagements, Kay then had to look around 
for another baud job, Ha soon tied Up with the “Six 
No!a (the initial* meaning iVew Orleans /toiitsianii) 
Ja users.” a bond which he had longed to play in. About 
lEiih lime his father stepped into liter picture and SUg£Clled 
that he try ta give Ray it foundation in music, So, taking 
him Virtually by ihe hand hhf father ted Hay over to the 
flCudio of the famous “Kiel 11 Peterson, the leading drum 
teacher of [lie South. Dad laid, 11 If you waul to play 
professionally, you’wr got to read tike other musicians 1,1 . 
(Ray, at thin tinw, made the classic remark: "Tim hand 
dun E play with doesn't read and If I come on the job 
and read they’ll call me 1 Union K ** (lugit). The first 
le^SOn with Kid Peterson wjj on fundamental*. . , , a lot 
of stuff that indirectly diitEOi waged iV aspiring yoking 
drummer. Nawrtlkclcss he wan told lo go home and 
practice then eome back the following week. Thu (took 
lay idiaL from that week to the itext and on the second 
lesson by some miracle Hay started in at the first lesson 
ami read five in lUHMllott before Puteraon Htopped him. 
When he got home he started bragging about Eiow he wai 
able to go through the first five lesions and when ho 
whs asked E>y life fattier to demonstrate ihfe nnnculooi 
ability, liny [o^t his inspiration and couldn't read ihr 
fir>t one. And .su ended the musical edueaLion of yoking 
Kay Bauduc. It was un emphatic ending- for lit: tone up 
tfie drum method. 

TEw M Sis Nola Jaiswrs” did a lot of work and noon 
became very ambi| bus. The Jr first stop wu* to change 
the nante to llie very appropriate title: “Dixieland 
Roamers" for they roamed ell over ihe slate, The in- 
strumentalloii was Hay on drums [ “Pinky 11 Gerhrich, 
trumpet;. Eddie: Powers, sax: EElts Stmtiko*, trombone; 
Frank Muti, piano rmd Frank McCarthy, vocalist. Short¬ 
ly thereafter, getting tired of all the “roaming” around, 
Kay loft the band and took u job with a three piece <:oni j 
hinuiton at (be famous New Orleans Old Absinthe IIt>us«. 
I loin tlie combination consisted of !Uy flu drums, Joe 
Lhmbiim on banjo and “Red” Long, piano. On Sfttor- 
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daya. the band added i sax end Eddie Powers was given 
the job. Later *n the band added Powers full lime. 

Kay hud always had hfe eye* on the band called ihe 
^JiLizola Six", run by Johnny Bayersdcrfl'cr. Il su hap¬ 
pened that ihe opportunity flame the following aunmier, 
when Johnny’s father, high up in the Grotto decided to 
lake a Dixieland band to the Grotto Convention in Cleve* 
land instead of the conventional Military Hand, tradi¬ 
tional wilb the Grotto. Ray whs asked to moke the (rip 
and requested a two weeks leave from the A Loin the 
House to make the Irip. The boys took a musician along 
who could play accordion And also doubled on piano 
when one was available, the balance of the instrumenta¬ 
tion was; Kay, drums.; Bob Aguliene.. accordion: Steve 
Loycanna, banjo; Eddie Pewer*, $ax; and. Johnny 
lift yersdofTcr on trumpet. It goes without saying that 
his idea was a hit in the North, Cleveland had never 
wwn Lhe Dixieland Etylc of Swing and these boys “sold 
out” wherever they went. In thfe Hole! Sutler they were 
standing on the balcony listening to hand after hand 
ballyhooing down in Ihe lobby ... so, what was natural 
lo New" Orleans musicians when two musical outfits came 
together was to start ‘‘‘bucking” and “buck” (hey did] 
With five pieces and the fires of Dixie in (heir eyes flic 
hoy* started "carving” from the balcony. They Eiad only 
to outplay about forty pieces of brass below, they rocked 
lhe Stnilcr and played all the hands down that cared to 
take (liem on. The crowd was wild. Then, during the 
parade to (he Civic Auditorium they wure placed on a 
truck and a few blocks away from the auditorium ihe 
parade was halted because of A jam up front. Tie hoy* 
swung out and the people started dancing in the Etract. 
This completely blocked the parade. As soon as the 
driver of the truck would start off a mob of people 
would lift up (he back of the truck and the wheels would 
do nothing but Spin. It lied up the line of march for 
"Imosl an hour and finally the parade went around itn- 
hand and the hoy* played for the street, dance the bal¬ 
ance of the day. This was at [be time when “ Yes, we 
have wo b^nanus” was popular . , . and it had a good 
run in Cleveland. Incidentally this wa* Ray's first trip 
out of (he stale, 

’tt'hcn he got E*ark to New Oleins, Ray went hack 
to the Absinthe House. On Friday nights the Lyric Thea¬ 
tre had a midnight show and Ray used to go down tli^ro 
to watch one of the grea test Dixieland drummers in the 
business—Zutly Singleton, who was playing drums with 
H Tate'’ Morrow's Bfmd. On Sundays, the boys (Fate Mor¬ 
row's Rand} played n n the boat '‘Capitol” using- a 
rhylhm section lhat consisted of String Buss, Banja, 
Tuba, Drums and Piano] R.ay Used to go on |]ic*c Sun¬ 
day excursions (picnic*} just to be near IheEc fine musi¬ 
cians. It was nu wonder that, with hi* natural ability 
Coward music and the opportunity to listen to fine swing 


men. his. taste lor the traditional New Orleans music and 
rhythm became a mailer of second nature. 

At this lime Louis Armstrong was playing- at Tom 
ArideriOcds Cafe which added Lo Ray's enthusiasm as he 
watched and listened to Louis play. Ha always likad 
the way L-ovis- swung the lead which is called New' Or¬ 
leans “Swing-I^ad” This was just another source 

of fine inspiration to (he ambitious J r OU>ng£ter, 

Ray stayed at jht Absinthe House about six months 
when he bad an offer Eo join Johnny Riersdoffer it (be 
Spanish Fori. Il was here chat “Nappy” came 

with the hand. T1Sp»aii*h Fori was one of those- fine 
summer jobE. Four of the hoys wanltd to go up to 
Giieago for the winter season — Ray, Johnny, Charley 
Hartman on trombone and Bill Krueger on sax. They 
found a piano player, Dave Lewinter, jn Chicago who 
Hltcd into ibeir style and UEcd him. 

Il w : ould be well to mention here Lliat the Spanith Fort 
job and the relurn to (he Absinthe House consumed 
almost a year and a half plug tlte ttAsOn in affeago. 
The band tEiat Johnny Riersdoffer had, made the next 
trip with the Grotto lo Indiana [tolls, and although Ray 
did not go this time the hoys played opposite iho famous 
‘'Woolverines” ai [fie Cagino Gardens in Indianapolis, 
They were getis&lkpntl to say the l^ast and aside from 
meeting and becoming acquainted with Bix nnd ihe reEt 
of the ^tolvtriiici Ihey made a good friend of Jack 
Tilsou (a fine Indianapalis Drummer). 

After the Chicago engagement ihe buys wired Jack 
Tilson who offered them a job in Indianapolis, Jack 
doing ihe vow Is and Ray oti drums. The band wen! 
Under the nam$ of TiJaun-Biersdoffisr Orchcslra and |iad 
a]1 ex^clfcnt season. Final Ey they left laijfc. and the orig¬ 
inal four went back lo the Spanish Fori in New Orleans. 
Jhc band was, reorganised and anoihcr good combitia. 
lion was formed. At the feud of this season ihe whole 
hand loft New Orleans and wilhoul any job in view 
derided to Iry Eha Wes! Coast. So they all left and 
started otrl for Los Angelas. On the way out they slopped 
in Shreveport, and played opposite an orchesl ru known 
as Due Ross' hand. Il was here tltei Kay first discovered 
ihe greater trombonist hu had ever heard. He would 
stand behind ibis follow while the band was playing and 
become entranced with Ins work. This fello-w would then 
CftUic over to watch Ray when his hand would play a 
gtoUp, The memory of ibis great Irombonigl, whose ad- 
die^ Ray did not have, stuck in his mind for months 
and, when |« reached New York much later, he ihsi*(cd 
an telling all ihe men ahoul a trombone player he heard 

in (he S^ulh [hat “could play [hem all down”. 

this wonderful musician was jack Teagarden. 

In Los. Angeles the boys got a Prologue job in lire 
Metropolitan Theatre in a rkit: Opera v* Joze. After 
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ihh they opened at the HoUroCIIl Drdlioom at Spring 
and Eighlh 5l recta, While in Los Angela Ray first met 
Denny Pollack who lalked about lb a New Orleans 
Htjllim Kings and ihc traditlona behind llir New Orleans 
style, Kay was quite fascinated with Pollack^ style of 
drumming and Raid that if {fenny ever decided to front 
hbt own band that he would Fiko to play drums for him 
. , . . I ill 1c thinking that this chance would wine before 

W- 

Having satisfied their ambitions to play in ihc West, 
the boy* again wiled the Casino Gardena in Indianapolis 
and luckily found an opening. Hijre they picked up a 
sax and puma player and stayed there for a long time. 
Deciding lo go hack to the home territory cliey all left 
for New Orleans, and had tbt- good fortune to lind an 
opening in the form of at merger with IILIIy Lirstig who 
h.sd the famous “Scranton Sirens 1 ’ band. This band hid 
played two winter seasons in New Orleans at the “Little 
Club”, Here the new bond played, the last of the two 
WaWH*. After thin engagement the hand left New Ur- 
leana for Chicago- to open at ll:t- Fiendevous where (hey 
followed Charley Strslght’a orchealra. This whs in 1926, 
'They stayed at the Rendevous one monlli., then (he band 
broke up. A( this time Tommy Dors*.:y n who had reeenlly 
joined the band, 1 Silly Lusstig. “Chummy” McGregor, and 
Hay decided to go to Detroit und reorganize and 
“smooth” out in Pennsylvania hefore go jog to New York. 
They induced Jitiimy Dor^y to leave Gtfie Goldkctte and 
join them. 

After a series of one nEglilcna around Pennsylvania,, 
they went down to Atlantis Clly for a tryout and met 
Jne VcnuttE and Eddie Lung, Joe and Eddie persuaded 
Jimmy Dorsey to go with them to New York and Jimmy, 
in lord, lecoinmetided that they take “Chummy” tmd 
Ray along. The big hand broke up and ihc three left 
to join Iho limn fumoua Joe Venutti and Eddie Lflng 
band which opened at Tommy Gutnan’s “Playground?” 
in New Ttoi-k. litis hand ws* one of the finest in the 
country >\[ shat lime. Aside from Jimmy Dorsey, Joe 
Vcnutii, Eddie Lang, Ray Bauduc and “Chummy" Me- 
Gwgor, they hud “Chichi" Carmen. on has? ntid Red 
Nichfll^ on trumpet. (Lang played guitar, Dorsey, 3 as; 
Venutti, violin: McGregpr, piano), Later Frankie Sig. 
nowEli went wilh them on piano. Such men us iSis. 
Tpumbiuer, Tommy Dorsey and Miff Mote, 1B am in” just 
for cite “kick” it handed ihcm Eo piny with thia, ihe 
“tops'" among bunds of that pertod. 

During the engagement in New York, Jimmy Dorsey 
get some recording job with Freddy Rich and Jimmy 
suggested that he ask Ray lo take over the drums for 
Ihcso recording engagement, This ted to the hiring of 
Rjjy, not only for the recording dutca but for vaudeville 
during (he daytime: Ray was put in for this too, dong 


Vr'ith Jimmy. Ray tfien pkytd with Freddy Rich in the 
day and with ihc Venutti Lang band at nigbl In ihe 
"Playgrounds' 1 . The inevitable thing happened with the 
Veilulli.Lang band, fa.s is usual weth most “Musidfltis* 
Wanda) — it allractcd only musiduhs who jammed ihn 
place and practically look it over every night, To quote, 
CL R got so that whenever anyone would take a break 
Rome one would "turn over a lible" , , , , .and ao dir job 
folded up M ! All thia time Way was trying to sell the 
band on Jack Teagarden, telling them what a marvelous 
musician he was but ho one paid any particular attention 
lo Ids continual ravings. .He was finally justified when. 
Jack entente*IIy did pel to New York and recorded ‘"She's 
a Great. Great Girl M „ , . where his fine trombone work 
suddenly changer! the olker trombonists. and their sty tea 
overnighl. 

After the job al ihj “Playgrounds" he ootilinued wilh 
Freddy Rifdi (19.2ft) and Hlayed wilh him for Lfiyears 
making the European Trip wilh the band. 

Upon hi H return to the United Staley Vaudeville en¬ 
gage mentis were becoming scare; So he decider! to leave 
Freddy liieh an if look for another opening. Ren Pollrmk 
"' a? Ne;w York ami was engaged for ihe “Hello Dud- 
dy M show. Itrn was lo front the hond inslcad of playing 
drums and Ray was given his long awaited opportunity 
lo join. It wa.-s while he wfts will] Rcnny that he uiwd to 
go out to SmaltV Farad lbc and wateh Charley johnsonJa 
drummer, George Stafford, who wa^ a rejd aoures of 
Inspiration, 

Ihudiii- was with Benny Follack from 192a to 1934, 
During till h lime ibey made couhlfcsa records for Victor 
end every other kind of a record under varioua name*, 
VHlEi Freddy Rich, reeorda were made for Harmony and 
on other recording dates they uwd ll.c nu.mc “AalnrltcT'. 
There were countless records miUa wiLh Venutti and 
i^nig, wilh Red Mchol-s and ihe Ftvc Remttca and with. 
IVTalf Mole. Fraclioalty every record company in tlia 
country was using pari of cheat combinations under Hi- 
iunted nameii, 

Finally ihc Pollack hjihd dis^olwtd in Galifornta and 
flomc of the hoys went hack to New York in an cfFort 
to reorganise. TliHy talked over ihc idea of incorporat¬ 
ing find acted upon this plan while the men were still 
available. Gil Roden was elected President and Dusihcas 
Manager, He immediately got in touch wilh Rod Nichot* 
who hired them Under his name to open Hie Kellogg 
“Pop” program, Thi* was in 1935. White they were on 
lhi* program they etmiinucd! roliciArsing in order to find 
ihc rigFit combination of men. Finally they got togellicr 
with Roc-kiYedMTKccfe, Inc,, put f3ob Oosby in to “front 11 
the band and aiarted out with the f*fimc oodubinOlion ihat 
they have at ihc present time—os* of the greatest L>i)ac> 
land Swing Orchestra the country Euih aver sceji! 



BOB CROSBY^ ORCHESTRA FRONT EOWs Rob Naggaitj. Bus; Eddie Bergman, Violin; Zeke Zucky, 

Tnnifel; Bob Craabp, Simbi/ Itey Weher, Vocalist; Ward Silkwa.y r 
Twmtmt; Bay fiandnc, Dminj; Task Lawsanj, Tmmpt 

MIDDLE ROW: N«nJ SaKopkonej Nappy La Mare, 

Cc+taT; Eddte Miller, Soxophene; Matty Msttlook T Saxophone. 

BACK ROTO; Warren Smith, Trombone; €11 Brito, 
faMrpboae; Bob Burke, Piano. 

THE NATURAL APPEAL The Jmm is the most fascinating of all Inalrumenl?.. It k university accepted by 
OF A DRUM all isffis IiecaiKse of its exlrenidy rhphraic character. Sin. martial color, and predom- 

inatinp accent, except one the LsEdmc. who has no iiulruntenh at all 

The rhythmic beats of Rue drum prompt motion, movement, and action. 

The nuwt primitive races us^ the simplrst rhythmic bears, while ihe English speak- 
ing p*opte aie (he complex or modem fortn^ wilh Cuban Rhumba a close second. 

This development of drum rhythm in our modem dance baiitL ha@ reached the 
point where il becomes necessary to make A special sludy of it, if best results, are 
lo he obtained. 

All ihylhmc$ and syncopated bear? are bawd upon simple forms, 
ft 








THE TECHNIQUE OF THE MODERN DANCE DRUMMER 

By Wm. F, Li;i>wi& 


In the mratem fknoe bond the rbylhm is of greater 
importance ihuu the melody. The drujsi^ are the princi¬ 
pal instrument of ibytlcrn. 

Mu*lc educators, students and publishers of instriHlim 
books have for years admitted the need for modern pub- 
lltili&Jis lo properly interpret the transitory period of 
nrusie migration from ihe MLiitvtin Lionel lo ibe modem 
trend of Shinjinj Dante Music; more so in relelLcm to 
the technique of the drums than the technique of other 
instruments. 

This delinquency in the interpretation of damra drum* 
ming ran easily be accounted for, printtpally due to the 
erroneous idea in $ftme ((irartcis that the drummer merely 
bea.pt (hi? lime; ihereforc. he needs no qctifll coaching’ 
l(i adapt himself to the ite*- mode of ibis fascinating 
music inter pretaliun. 

While Ibis was ihe accepted rule in the esrly days of 
lag-lime (later developing into syncopation, and 

tango i Kc have sjn« progressed to a far more intricate 
style of modem dance music interpretation., referred lo 
for the moment, as Swing exacting: greater $kill from 
all players and offering to the dm miners possibilities 
kretohre considered out of place. 

The drummer In Ibis modem Swing Band is not only 
permitted to, bul actually is expected \ty take an occasion. 
ail rhythmic solo passage. Il is the writer's firm opinion 
ihat this is the Tilrenuion of the welt Eraircd drummer j 
here then is ibe opportunity to express irour individual, 
ily by means of denily phrased rhythmic passages, 
using the printed part mere! y as a guide. 

ft must not be assumed f rtm j the foregoing remarks 
that the modern drummer need not read music, on the 


COBtraiy he must, in fact, be well founded in the ele¬ 
mentary rudiments of both music and the technique of 
his instrument. 

It is well known that the best dance pianists studied 
primarily for the concert stage, then, with that training 
and background-, became artists in the daiere field, 
Drummers must do likewise. Study faithfully your ele¬ 
mentary standard twenty-si* rudiments- of drumming;, for 
they are the foundation of all drumming. T cannot em¬ 
phasise their importance too strongly, make daily use of 
your practice pad and exercises, and use a heavier stick, 
on your pad than you do in your dance work. 

The drummer or pianist who starts with ragtime re- 
mo-irts in the groove. To follow the modern trend you. 
Inust be well grounded in fundimentals. 

It ia tafccrr for granted that the student who takes up 
this book is well trained in ihe elements, ff not. I sug¬ 
gest a teacher and the twenty-six rudiments. This book, 
is intended for the advanced professional., and teacher 
of modem dance drumming. 

The writer has had a book of (his kind in mind for 
years and finally resolved to delegate this work to some¬ 
one belter filled for it than be. T3te delay was well re¬ 
garded in. the discovery s>f a very talented drummer, 
K«y Eauduc at present with Bob Crosby's Orchestra* who 
is outstanding in this field. 

Kay is the expert Dixieland Drummer, who deserve.-; 
much credit for his unselfish devotion and generous time 
given to the preparation of this work. May H please the 
fraternity to rathe full use of hi* cameit efforts lo lie of 
help lo al I who love tbit branch of drumming. 


TBS BIRTH Of DIXIELAND SWING 

By Sam Rtmuyn 


Originally, Spring as created and developed in New 
Orleans, made its first debut in Ibe band cf the pioneer 
Nick La Rocca who organized the famous Orchestra 
known as ‘‘"The Original Dixieland Band”. It was 
further advanced by “King" Olivers famous New Or¬ 
leans ^Magnolia'" Orchestra. Freddy Keppardfs u Creole 
Jatz Band’ 5 ; Kid Ory’s Jazz Orchestra and finally car¬ 
ried North t o Chicago hy "King" Oliver and i ni reduced 
at the Lincoln Gardens. 

It* acceptance cams in 1309 when first recognized and 
appreciated at the hands of the master swing.men . . , . 
■■Tire Original Dixieland Jazz Band”. While traces cf 
swing went back a? far as Ibe period from 1900 lo 1905 
when it was introduced by a few individual performer^ 
il failed Co catch on until established by the Dixieland 
Jazz Rand cf Nick La Mecca. 

Swing,, as far as music h E$lory is concerned, is ton* 
sidered as ncoterical. At Its inception it was dearly the 
product of a small group of -creative artists and served 
only as a means lo an end. This group of musicians 
fortunately knew nothing of the classic composers and 
their works. Thus, having no criterion to follow (or 
C*nfu« Ihena). they gave birth to a purely American 


type of music that was destined for immortality , , P , 
■i Style of “music-ryhtbm' 1 unlouclted hy education and 
inhibition and unencumbered by commercialism and prec¬ 
edent. It provided emotional egress for the hearts in 
the Deep South. Here was pure music played for their 
own amusement . . . r r unadulterated expression^ of 
their own feelings. It bad Co be that way for there 
Musicians at best, had only a perfunctory knowledge of 
the written note. While those musicians were composers 
of pure Swing Jhere could be mo record written for 
posterity .... what they accomplished could be only 
a memory. Swing tan bo written down by listeners bul 
the mood and Feeling is lost . . and swing without the 
muod is an imitation. Theft, too, if written “swing” 
becomes set from continuous playing it evolves into some¬ 
thing that isn't swing at all. Consequent! y, swing in its 
original state was strong and full of vitality. 

If it weren’t for a few of the master* like Bay Eauduc,. 
Louis Armstrong, Chick Webb,, Wingy Mannone r Baby 
DuddsL Zutty Sciigleloini, Frank Snyder, and s handful 
of othore Swing in its original state would have been 
entirely lost today. Because these musicians carried Ibe 
torch through, the yearn the Dixieland Swing is the at- 

{Cvnlinued on Pftge S ) 


THE BIRTH OF DIXIELAND SWING 


(Continued jtom Pagtt 7) 


By Sam Rtiwt.xKU 


tempted Current expression t>f I he modern itrlisl, though 
aomewhat spoil™! hi Its. modern, form hy influences that 
are cultural. Artiste like May Efoutiirr, Zutiy K Louis, And 

other* born and raised in I In; lriL.:iium‘ial Hwiup; of New 

Orleans perform In the real and accepted manner. All 
this spontaneity, fire, and inspired improvisation are 
inherited anti instinctive parts of their performance. 

Swing ju iis original form may not have been polished 
or *uav*i it issr net have been acceptable to the draw¬ 
ing roam a* tite modern NwLrtg 1 * .... bul Originally 
i| bus a natural freshness ilgiiI iremcmlous vitality, As 
it evolved to it* present Mate, swing now foil* Into four 
ftattifiralion*: (1) Dixieland fjo*/) Swing, t he original; 
|2) Modern Swings refined through educational En- 
Rutnecs; {S) Arranged Swing, a combination of No. 2 
and without the privilege of free Improvisation: (4} The 
.l-irn |TvcMumi. strictly improvisation end -may he a com* 
Mnation nf No. 1 nnJ INo, 2 , 


Whiln Jiwiiip hijtH- llw uhnracterLstic of freedom, whether 
considered from a melftdk m rhythmia pnim of view 
the all USB of ite name ie likely to hasten ii* expiration 
** for « >he public i« concerned, (|uat at jfast*. wilh 
errerRou*ty a^ociated with wild blatancy and auccumbcd 
bficauaa had taste in publicity end whol«ale mis¬ 
interpretation I, Bccauae of the umbl^ulty aurromdlng 
the term "awing" and its evident EdlaLiM it might the 
wey of in™, Unfortunately -L-vtsry typo ai present day 
rhythm k referred to an- L '^iwing M and (itch in- merely 
a potpourri nt heat, To the mu^bLuii, however^ -fwing It 
parniaiwnl baotnat of the freedom it allows and the 
rolnja.se it provides from muiicfll Inhibit ion, Thum (here 
nhall be aome tltgre^ioii In ite oounm btir tin? ever reeur- 
ring cyclea of tnuidfi will keep the true Dixieland Swing 
altvc indefmEtcly. 


Ilccituite of tlte oeeurucl future for Dixieland Swing, 
there sthould h<« an effort made on LEii* [Hirtof the mujlclan 
to undtraiand it, lit *wing jj INDIVIDUAL DR COL¬ 
LECTIVE IMPaOVlSATION UPON A THEME (mel¬ 
ody) AGAINST A MUSICAL BACKGROUND OK IM¬ 
PROVISATION, The term "collective improvisation" us 
u«d above does »<n meim every performer for hinualf 
with Utter disregard for individual feeling fletd expres¬ 
sion, Neither eait true swing he 'amngad* ... for swing 
in pemoneL aud not the interpretation of ot» artist^ 
feclijipp. wliEle the arrangamont wja being wriiten and 
inter protect hy another artist, later in an entirely different 
mood. Swing iif (be result of Lnspira tfon and breiing and 
Esi the only type of muflfo and rhythm that allows trtur 
impr&vttailfon . . . there are no limitations except tlmrte 
that are tuslF-itnposed. 

Tlie fawijwttni riiyihmic patterns of swing are at their 
beat when expressed through the drums. It lh fascinating 
localise at time* Ltn tremendous locomotion cflrrten n 
high degree of exhilaration .... it calU for dTori, both 
phyakal and metita], but offers En exdianpifl no point of 
rifatraint or limitation. Vet, it demands that the performer 

shall undaraluid its moods . , t , and thus become its 
master. It lh an obedient servafti to the twingmart who 
lindanUtFldt hiti idaLruments, bul confusion hits no place 
in its careening tempos. And therein lies Lhe Kent of 
the great awfog drummers^ who inspire listenunr and 


porforMwrH alike in their rammery of drum*, their un¬ 
canny interpolations, tlicrr excellent taste, and tlmir fine 
conception, 

Improvisation is great only when it ooiite* from ih« 
heart and executed; in good la^te. , . But mastery of tiin 
Instrument and s-qimd knowledge must flrsL be learned. 
It is to hotter urtdentand Dixieland swing LhaL we huve 
dlccuiud it he tEiis lr.iigtlt L for if tlif- lubject upon wIiicEl 
titir- i+riiins hook based remain* nebufouft our purpose 
ie defeated. Drum* played in ifie true Dkltland Style 
have an clceirifyin^ effeot upon musdoJans iliuJ ti?sLciicr 4 
alike Jjin'.iL isii dm rhythmie inherittnee of all jjeople 
mafeea the drum univnrsatly loved and understood. If 
in our.explanation, ami we Hope, onligbienmonl. of ilic 
real Dixieland Style ym become bettar ftcnuBinled wills 
iis magnetic rbyihrsss and arc helped through llteM 1 t^gos 
lo iLigmcttt your style and grasp the intangible elements 
alf Southland's Swing Ifi-Ou Our purfHmo Inii not l^ten Ell 
vain, 

Deumutra, arrangers, and other jnusicians over (Elo 
world have Long admired liny Btauduc'e sty la, l.inlc eon- 
aiderallon has ever beers given to the foal that Lhc men 
iit hi* bn ml think along Lhc sana^ nm-dral and rhythmic 
cbannelri. lAe messtion ilsis ?sn that tnso may better undL-sr- 
i*Umd wlsy his work is *o elfeetivr. Thf drusnmer oannot 
lilt plirftscH onl rif tJtif. bonk itiLii apply lEiciss ja*t titsy 
band ai any tlsite, Much care must he exerelsed in build¬ 
ing up the proper mood, bolls in ilm drummer find hand, 
before one can hope to attain tEm actual Itauduc oifoni. 
In tlse foJfowing fuiRcs we reisoatnclly emphi*lro ilso need 
of applying various phrue* *ti tJtr right timr, The drum¬ 
mer mu*t el ways use good Hate. - , Tala la all Imporiiint. 

The publishers widh to imtsresa may dmnsmer who 
^tudEcs ihc various phrase* and Imatfi preaenlidl heroin 
that fie K nepeetad to have had previous fundamental 
experience, for ihii is not intended let be a drum method, 
nor con it be urod for elementary study. This hook i* 
Ktriclly for chr: advanced atudcist and tlsn professional. 
VL n have taken, the liberty to prcsnnt preliminary etrefcisei 
slkOwing \mic rhythmic ^iructsire in tlio liO|Mi that the 
drummer may become tetter prepared to understand 
tise Intricate paiteissn that arc SO Inly Ifoy Bauduc'a. 
Mr. BiUlduo has* had icinmnambits rotpiest^ from drummers 
over (ho world to sltow some of hi* favorite breaks, 
atop^horuK*, phrases, etc. Thu publication of this hook 
will BOli4y many of ttiese riK|ueats. 

While Ruy Enudue is known jih a natural Dixieland 
drummer, wise best portray* this style, it is alinont itn- 
pDSjLtbte to ithirtrnte his various ideas in a readable 
manner. Many arrangers are unable fo grasp the proper 
lingering, ^ the drummer must have a dear conception 
uf true DSxialaad rhythms in order ilmt be may properly 
iuterprut Ibctn, I 1 or this reason rtloac I he publishers have 
worked in collaboration with Mr. Bauduc and hi* nr- 
rangers, !]! an effort to accurately Elhistrate the exact 
]nafiner in which Ei<? ]ilayi (hose and to properly interpret 
the flooring of these arrangements, one will uhsorvo Sev¬ 
ern] mean* of Lranaeribiiig them, We hava correlated nit 
rhythms-, divided and placed them in iheir proper classj. 
flcalkjiL. Observe carefully all steps and progrendra*, 
and it will he found that Dixieland 1 * own true -stylo oan 
he undentood. 





ALL RHYTHMS AMD SYNCOPATED BEATS ARE BASED UPON SIMPLE FORMS 

The Accents Produce Rhythm 


EXERCISE 


Tom-Tom (l Stick} 



It will be sc*n that Ibis group of notes, fall of the same valuation) played consecutively, produces a monotonous 
form of elementary rhythm. The production of these heats is nothing mot? th&B the beating of time. Their very regu¬ 
larity ?¥olv« imo a. most moootonoua form, regardless- of the rite al which they are played. 


EXERCISE 



It is remarkable what happens to the regular beats shown above when accents arc placed at definite intervals, ie„ 
lice four heats of each measure. The result is the tradition*! "Endian Beat 17 which evolves from monotony to one of tre¬ 
mendous action. The accents- have a driving force, and the illustration h ofte of the most important Example* of 
applied accent*. 


EXERCISE 


The. accent «n the off-beat- Result Psnce fthytCi . 


Now, when accent? Are placed On after beats of the measure, a different form of rhythm results. This is the basis 
of dance music. By placing the accent* ori (he wcOnd and fourth beats oF the measure, a very definite "lift 11 is ob¬ 
tained, and Che rhythm becomes buoyant. It has a carrying power rather than the one above which exerts a driving force. 
In other woid* the change in the application of (he accents either “farces 1 ' 5 ' or “carries 11 the listener. 


EXERCISE 

ALAVEi) : 


irrrn rm 

i rrnrrn 

ixm rm 

i i+jfrtrffit 

r r r 

L.H.* LEFT 

1 r r f f 1 f r r f 

HAKP. K.H.» RIGHT HAMID. 

j j | 


This illustration shows how SCCWt? on the after-beat are fingered. Left hand plays the COfttinuOtu rhythmic figures, 
while the dght hand plays after-beats, 
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EXERCISE 1 

PLAYED ; 
Lff- 


(vYRrtTEN 



R.rt. 


EKerci*e I shows- the reverse of the proviouft esampte. The accent* placed on the beat produce the impelling' for¬ 
ward motion which is the basis of march music. Play the first two measures with the left hand only, then add tlie 
eighty hand to each Iwjaj, Count four beats to each measure slowly. Tlie addition of the right hand thicken* esch bwl 
sufficiently (o create the proper actenlSr 


THE RUDI^eHTAL SWAY 
Fi&yB€ -Far Me sh _ 


M&f &G LISCtf -far FfsSh _ 













& H.vt rvK. FLAM TAP ---'-— 


Jhc Rudimental Swfly is a very distinctive and flashy fingering which uses the sank* basic rhythm as shown in 
the previous exercises. The flam placed upon all four beat? of the measme retains that driving force even though 
no aoceftt i? marked, Thi* same figure is acceptable in many spots in modern dance arrangement, and iteed either 
upon the snare drum, bass drum counter hoop, tom tom. or |np of the heavy cymbal with the tips of sticks for 
flash, fluCiimentally, the figure is the Flam Tap. This exercise simply elaborates the second example-., ^Indian Beat”. 



This exercise reverse* the rhythm by thickening the after beat* or accenting them whichever the case may be by 
apply mg both hands. 



Here i* the Hudimental Sway showing the application of the Ham Eo the after-beats of the measure. Wbife tfiis 
in RudimenEE, is called the Tap Flam, notice that it elaborate* the rhythm of the third example. It becomes a flashy 
rhythm when Applied to dance work, and used on drum, traps, or alternating hands on both drum and I raps. Akfl 
applied to Band and Martini Music. 



Exercise 3 shows the fingering for certain types of tom-tom rhythm. It illustrates very clearly Lite soliditv of the left 
hand while the right stick play* those beats used-for rhythmic purposes. It is well io thoroughly understand the 
execution in order that the drummer will familiarize himself with the reoccuring solid left hand as it is applied in 
so many of the subsequent intricate phrases written by Mr. Bauduft. 
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lucretae 4-, Is another ill list raEion which shows ibe solid ap-plEcalierk of the left hand. whi le th-d right i* imcd (o wm- 
pleie the proper figure* This \n purely an exercise, but eim be applied n« m ^unuteblUHed” rhythm using the riplit 
hand mi trap* white the IcH hand slays on ihe drum, tF the acecnls are changed u> the first beul of each group of 
Lwo sixtecnin noun, ilm (nereise produceii a definite lift. Another example of what com lie accomplished by apply- 1 
iiig or chtmgmg uKenls* 



Exerelse ft, uses Elm- solid 3«fi Ini ml. It nIlows the right applying eighth ind ilxtecnth note* let cempldc the utter- 
pretAlion. Here again the right hand may be used eilher upon tins *rmrc drum or upon th* trap*. 



Exercise fi, uses a solid loft hand when applied to dance rhythm, while the right hand ■ewoutas the rhythmic pat- 
tarn, thus making' a typical ungtsbiiihd phrw. Some drummer* may add one or more En?aii with the right hand. 
This heni la p laced upon ihe first heal of every bar and executed a* a flam, which thickens the first heal and uku 
provides full iichh. Cun also be Li^ed on trap*. 



Thia exereba ia practical I y the same as number m t except on# accent: is left off in each group oF notw. It illus¬ 
trates how a different effect may he obtained by dropping one accent from each group. A careful study of these 
exercises will enable ihn drummer to perceive ihe many apparent possibilities in basic forms. It will show' him too, 
a means of weaving intricate yet EiLLeresting mid practical rhythmic patterns, 


II 


PRELIMINARY HINTS FOR DRUMMERS 


In writing drum peris for Dixieland arrangements, on# finds that such phrases a* presented here are loo difficult fur 
the drummer Id read on sight. These Baudot Dixieland Rhythm* will enable the drummer to better understand 
and interpret the mood* and thoughts of the arranger. Thus when the arrangement j$ being made, it is only nntnary 
to write the introduction, first and second endings, modulations tympeni, bells,, etc,, and certain rhythm*. 

One reason why so much thought has been given to the establishment of the left hand on tSm preceding pages,, is 
b#tau$e ihe Dixieland phraser demand solidity of the Erft hand. The right should be free for rate tat*. 

CO 

Remember dancers need the after-heat, and will always wait for it. 

G-O 

Tn Ordinary drumming where the written score U u«d, the drummer needs a mechanical knowledge, good technique, 
ami an ability to read the written note. Experience loo, counts. particuDHy during show or stags numbers- But all 
■>f this is classified as mechanical knowledge. -Generally speaking, regular creative work is taboo. In modern dance 
the drummer is the author* and it is her# dial Ray Rauduc's efforts should help the drummer to create and improve 
hi* i*$te, C-i'O 


Don’t get lot# that well known fitt by thinking that there Ls nothing more to be learned. There may be soma drum- 
fiter in a comparatively unknown spotlbat may ha *o Something which would help you improve. Try as much a* 
possible to olberve utlier drummers- -sec how they meet their various problems. They may have a beat or two that 
will hi your style, yet on the other band, don't copy another drummer 4 * style, for the ebfnecs Are tbit bis work, like 
yotlta is built around his own personal Ely. Since you can't make Over your own personality, don’t try to adapt yourself 
to some other drummer’s. Along this same Thought, strive to build .style, attain originality, endeavor to create that 
certain something which will fit your personality* tliat cannot be copied by some other drummer, ite creative always! 

As you go along think break** phra-sCs. and beats which if put into music will become the solo to the chorus of 
the lime. 

0--2 

Don't pity from the ey«s play from the mind. 

Co 

What ]* not generally known i* thi*: If the band is swinging, you can put in (he "cOfntflSt" of all tin eared beat* and 
they will fit perfectly, ff you are jamming y&u can act a figure for the brass which automatically become* a rhythm* 
beotw the rhythm section will gp with you. 


Be alert * * . watch. Remember—when that trombone player take* a breath* somethitig has to fill in and what you 
fill in at this point must send him for hi* next riff. 

Von instinclively know that when the *olo Trumpet ptav* his ehoru* he must send the band, but it \i op to you to 
weave a pattern before ho gtfe off. and so your “render* muri be powerful. “Sendera 1 ' are a Study in ihemHtjIve*. 

Here’* aopther thought. The piano player is playing two with the right hand and four with the left. Siring ha^ plays 
two or four, or pizzicato or arpeggio. Tito basi drum must play four or two* or syncopate io fie, so either play press 
mil with Accents Or after-beat* or wilh cymbal on the down heal.; or play Snare drum in the sain# rhythm as tbs figures 
in the background, and fill in important spots (during Etrnalh*) to make fullness. 

C-^5 

The “’Natural" thing Jo tie requires vast technique. One cannot jn*t play a group of notes even tf they are good— 
IF THEY (X> NOT PIT. It’s like wearing an overcoat in the middle of the summer, The coat may be good, hut if* 
Ihe wrong lime. What notes are used, they must "drop in, 1 ' and must be a product of exceedingly puod taste, and 
always fit. They must be inspiring, yet instinctively done- No matter how well a drummer may be schooled* he can¬ 
not drop in jus! anything blindly and mechanically at random. Another word for it is conception. Tim drummer with 
pond teste is Eih» llur man who itofte to buy A complete outfit of clothe*. His Instinct tells him which Id buy, knowledge 
enable* him lo chouse wisely, but teste will determine whether or not his clothe? are properly selected, When the 
oesa.-don art«* re drop^ in those notes* experience and knowledge must he combined with good teste plus accurate, 
spark liming. The Dixieland phrases which follow will help any drummer pul the sending touch to fits mechanical 
knowledge. ISut* even this wj|] not develop tlral intangible tiling called ‘“good taste.” Only "constant otaflrVJitkn and 
application, ptu* much thought, and $eti*itivtnc*s F will! help to develop good taste. 

While practicing various phrases* bear m mind, that fingering and time ire mom important. Start very slowly 
to establish an idea of the Fingering, then increase *p«sed UrtliE the correct tempo i* obtained. After thU is set. iben 
apply tlic Acoenl*. Try this without the drum or tfieki. Simply sit down in a chair without arm* An It, place 
Iht book in front of you !n a eomenirnr position. Lay iEl# ^-ilm of the rigbl hand on tlur tight leg and the (uilm of 
the left hand on the loft leg. Then work out each gre>up by rim ply slipping ihe leg* wit( t the palms of the hands. 
In Ehis manner ihe book can h# »wd al any time or in any plac# without disturbing others. Then* too* by using the-. 
ilup mctltod in pracltciug. Arte i* inclined to go slowly and thlts accurate fingering is csitablishcd* 
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BASIC PRESS ROLLS AS USED IK THE MODERN DANCE BAND 

Arranged by Toiuiv Thomas 

Hk?re j* an analysis of ta-dc prtas roll* it will emprise many drummers to learn that (We ntc only ik fund- 
trwfltal pit** rolls And *in« these ta*c never before op pea ml in print ptop*rly juju ruga ted, the puEdtahm 4re 
indebted io Tommy Thomas naijoiuilly fcitown, Chicago drummer, for the contribution of thta HCtbm. The puMkhera, 
at ihta lime, wish to expre** ihtir appreciation to Mr. Thoms* for his invaluable uaEaranc« » the preparation of 
this booh. 

The No, I p™ roll ta aaiil to tavu origins tod in Chicago, The left bond starts the ppes* on the second and fourth 
heal* of ibe measure and ends with a etil off on the third and first beat* coitsec ulively. The accent h on the counia 
of two and four (at the atari of ibe pr «&). Tt* right hand beats a steady four to a tar. 

lloe i\o. 2 preu roll b ilso popular in Chicago and bus the unt fundamental structure as No, 1 except there in 
o press reinforcement of lb# right hand on the count* of two and four m each measure. Bear in mind that Die right 
hand is simply a reinforcement, [he left hand still carries the accent. 

In order 10 understand lift difference between Press Roll* One and Two as compared, to Ppesa Roll No, 3, me 
should nole that Ita pr«B in example* One and Two i> a drag of lire left hand stick. Press Roll No, 3 k * distinct 
roll moventctil—the roll must be very decided and very crisp, 

°!™ C ihe noti m31 ■■ raarkcrf « « IT which according to the U*U*I marking in drum raelhoda 

would ta Incorrect. IWr in mind, however, that roll valuation found in drum method* are bosiely open (long) 
rolfe. One would presuppose that this roll if ptayed rudiments My would H executed a* a nine stroke, hi modern 
dance, for this parlhrulor example, the roll t«Vtli exceedingly fiat Inasmuch U the roll travel* at twice th# 
rale of I he long roll, the logical marking would show a 17 instead of a 9 Slroke roll. Note the introduction of the six¬ 
teenth now which follow* the dotted eighth Cutoff. 

One will find the introduction of the sixteenth note necessary in order to provide support for the fulbtsa to the 
measure. In some ease* i| U advisable to drop ibe sixteenth mete and the press roll bccomca example No. 4. 

Tl* No. 5 pres* ml] ta that used by Ray Bauduc. mite Roudue bov, and has used all of the preceding examples 
of presa toll*, he prefers No. 5 hccaure of the fullness it proxies. Observe carefully the markings which denote 
crescendo and diminuendo phrasing. Note also that the press start* tm (he fourth and second beats of the measure 
with a sforzando reinforcement of the right hand on the after-be^t. Photographic examples explain Use execution of 
this roll in detail on the following pages. 

^ ^“duc Also uses ihe No, <> press roll which does mol cany the reinforcement for ibe left band, although it like 
No. a is full and smooth and more pleasing to the ear than any of the others. Notice it* execution. 

mid mmpie a or Page 14) 
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BASIC PRESS ROLLS 


No. 1 


By Town Thomas 
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RAY BAUDUC DIXIELAND PRESS ROILS 


PRESS ROLL NO. 1 



. J ... - — —— — tighlh noli**, Utiles* this is dftnC. (CpipMiiUy in recurdioij) „ 

“• <“»i w3l * e] >' m many taw* when *tbcr preu rdU arts tfy ^tuilin^ off lE,* <!„*„ heal, he find. 

Lhai jI make* the rail Crisp* sure, and I provide* a solid affect. Kr&m here on mauy d ifT-rreasc beat* and cOdbinRlioni 
an- evolved, hut this. r&ll ik one to alwiyi ma for brisk rhythm. 

Liijid; J.he left hand j|;(ieA outward 1"ro-na ihs snare drum On (he tluwri bdil. and etwnfcs in Inward 
the center of the drum on the nfierEmai. It b p««od to such down beat and (ben cut off shortly in an cuiward motion, 
(light bund: flic nphe hand Hh idenlfcally ihc *ttme motion a? (b c kfi willvuui the eurofF. 

our 1M OUT IN OUT lu Out m 

L ; ^ : > ? *■ 



PRESS ROLL m. £ 

This rdliit titien from the Mo. 1 pres* roll, ft iaplayed normally as written, but can be ployed lo develop draicriiy 
WJ S lhf! . I<n h4J ™- ™i is I he roll that Btudue use t when ha want* to tend the bond into n Dbridand swing. 

The left lutnd movement is the same as described in the No. ] nnn roll. The right band motion b i 

(MilinIhniTi. Jn ' aiiH u «n 4 1 ... 


"'out' inuveineitt- 

pn our 



PRESS ROIL NO. 3 


N&, 3 prc-f<H roll differs ar (lie proa Hurts On lhc dowji beat and trtwtiidtn to a sforjtflndo rim+ahot on the after- 
bent. Mate tfiai r/i« r/irj.sjiof is o d™det/ tfammda on a/fier.^, While (hi* pnaw roll is on excellent bade- 
groyna Matte the iuke-offi (difffirtni instruments playing mjIh In tbr I >.t;:. 1 1 , jib-iyinr i hr -.nmr rhythm it muit Jm used 
wiLli a fM:r|ai)t Bmoiiht of diHcrciion, At ibis point Si would Ik 1 well lo evplain the difference lieiwtert tbe terms “es¬ 
tablished” and "Lini-HLabJLidii'dT it m> happens that this peer, roll, (No. 3). would be termed an CAUMUM l*al. Jl is 
4 typ* | 0 |f rhythm that can ha used fur an entire ehorvi a t a background without introducing other phrases Of bools, 
Unestubliahcd is merely n phrase that i? intreduced at different limes but Is not carried through an entire diorur. 



IS 


{C<?nunvtd on Page Js5} 


(Cvnlrnued from Page IS) 


DIXIELAND PRESS ROLLS 


PRESS ROLL NO. 4 


This is luwvn U a double (line press roll, particularly so in (he fire* measure. ] rt (he second measure it has a double 
time of trips, Tim roll « al ils best in seadiag ik drummer into a good break or to send some soloist into a 

uktH>ff chorus. It ca„ actually be «II*I * "SENDING PRESS HOLL DWEAK” leading to * takeoff chorus or 
i ij “ 8 #od J eMni P l * ° r t &ur definilion nrf "un«lablished” for it cannot be used for a full chorus. Jt 

should not be used as a founilultouai press roll unless one b implied lo do so. h btcomei itritfij an ijupiratiastat 
raif i/ use J /or foanAntion. 

Dtseiiprifin-Wv ie dial ih the ^cond measure the right hand is supposed to play a gliramdo fioi.. the cow bell to 
the: nm of the has* ditMi, while the lefi l*and observes ibe aecenls. In ordc f to get (he proper glisa effect, one will 
euher have to **t up his (raps according lo (he Hauduc syslem, or use (raps suited th&l Naturally l'il| j n Kine and a» 
coavemenlly located. 



PRESS ROLL NO, 5 

Press r^| No. S is a wnlinual roll of efcfrlh noles nith (he aceeuU in a syncopated Form. It is a ge.>d esample 
Of an estab]t-3:eii s.yncopated press rell which 14 used only when m drummer i^, in a positive none* unless of coiirif. 
he become msp.icd. If Afa « the case, (I* ™ll he u^d freely, fo r it is one of K ha*. Wb™ (his roll is estab- 

“u k lhM he ' W,,S tr * m il iitT tUer * “ 5 of throwing thr band. Cenetallv 

Its effed mi (he hand is inler^lmg for it pul* t[ m an enlirviy differenl groom 

r0ii ' tbe ^ buxz > u,,til ^ proper fingering b obtained. 

ALT MmKf ^ lh * ' Jr ^’ ™ S SYSTEM OF ANALYSIS IS APPUED TO 

ALL OCUJlIl.t TIME PliR^S KOLLS. Of course, do md use m and out inolion 00 nil of them. Evcrvlhing require 
earefol inil^ for all lhe_ componenl parts of Ibu press rolls and other phrases should be dune exactly l written, 
otherwise the (rue Baudut Dnidand effect will be lo^t. 1 h 
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(Ctmtinaed to Page 17) 




























































{CofcjiW front Pap 16) DIXIELAND PRESS ROLLS 

PRESS ROLL NO. 6 

is u double time prsKsi roll frith th& left hath.] ueccnlUatiiiE tb« afLprdnjnt, We fall attention 10 the fan 
lb lit the first threa iticniMjre* have n wpa»ic munlilj of their own. There arc no accents in the four measures for at 
jhh lion ilw tHLw t* being set for the jubugutnt syncopated manures. From the fiflh measure on a typical Kay 
ItuidUc isress roll with synwpnied huss drum best* Is used. ][ i.n vnry Em portJl hi to %ct the protwr ucwiit on the 
syncopated b&n drum beats, for unite* it is done the nature] effect of iht hand and foot work frill be lost. 

. Aft« ™ obtains the proper interpretiticm of iliis press roll, icwnt* similar to those in this sample may be thrown 
in ana cun be used us long as one mcs fit. This entire eight measure phrase wit] inspire any swing band. 

A A A A A ^ 






WTT 



T^ . ' 


ROLL ACCENT NO. I d- 

A good example of m tmesis Misbd Ir^piriitiontl rot] it this thru meaiMjre planting thunlm'd as lloll A^enl* No. 1. 
It rapraHentH fl typical ’’Jihfcrty" and Hot used unless the drummer U in a vary pwitive and definite groove when molt 
me Luka n. TJio intermittent accent* tire supported hy the Lj^a drum and sfick cymbal pedal. This is an im 
[crusting pbra,*e to itudy for * Lruc Dixieland effect, 

> i * *■ 


'R -- 

-" 


is. 

Eti 

*- 


J-r ■■ | 

4 -T-Jt- 



ROLL ACCENTS NO. 2 

This Will show wtuiL anil be taken from roll accent No, l and yet the bass drum work is entirely different. While 
itit* anace drum is Hintwhit simitar,, (esoe.pt the second note of the meusune employs the use of a lim-shoO, i her 
phrase lias an antirely different sending power than in No. 1. This phrase could I* music appropriately willed a. '‘Rush 
n*ll . Jfoth Ne. 1 and No. li can he Lised Lo"eLhtr with good tasie. Here is an oxocllont opportunity to use the Dixie¬ 
land sway of Raudue'a, as a definite means of keeping time while the rol] is going. 


1 

Lr H 

1 

L & . 

I_ 0 


1 x» R i m Sdhoic. 
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dixieland ratatats 


l If T " f I ? J r b “ L ‘ ! ,re lhM « hr Kst Baurtuc as “Ratatats.” While 

“ i “ ^ raMS ^ f “ Ie ,ie . “™ *TP*™> <«*rDpfc. that arc used by Bauds*. Hatatal, arc dene 

r „Lr,h e «ir e fr t t @ s T e * dru “ *» ^ »p °»>■«—«= 

0tl tElc bass drum work—either two or four hats to the measure are u^d. 

No. 1 , m, i 1 a t< ,„ 1 ,ij ,. t; n n *«™g .ta u« rf rim-siote With the scar* drum. The phn* ia introduced by l™ 

^ P ^ T a 'fibrin. is rather peculiar. The rim-sW really dcucte the 

character uf Ihra part«„lar ratal., bear. Rird-sh®, only act as prelimirurry pick-up rules but, else JrT™ he 

m'ek tX: Tie j“ S r' ^° te P “ Iti<! , L,la . rl5 ' ' Ka ' Mll >- ,hc SIC accented, and rburrld ane ether notes ^ 

struck as luud ^louder than the acmittcd nm.shots, the entire pl.ra* wit! less it. character. Practice this i«at on 

he haees as previously explained ,n order to get the pruper iingeriap. The sanre besLs can he miaed ep cn [rapa 














































































































































































(Cojitfauul ft&m Page IS) 


DIXIELAND RATATATS 


N*. -I-. Although this rjtiit.iL is similar to- Mo, % it c-hjciL-iihih soma ckccILctiL hand-to-hand work with a mixture in 
the hi Hi two men snren, illustrating ciiuri ge in though!. It cAn lit: USfltl Aft Arl -eight ifiCiisuri; Lri-~ij»i rjliinii.il break ilj welt 
as a rotat&t' 



DIXIELAND WIRE BRUSH RHYTHMS 

BRUSHES NO, 1 

W ? i» brush rhythms arc fundamental and arc as important to the drummer as press rolls, Tli& study of these Blifie* 
laud hrush rhythms will prove interesting. This scries is arranged progressively—Starting with, (he £A?iesl, aid pro- 
greasing to the hardest. No. 1 rhythm is on (he snare drum only,. or choice of tom-tom, The Other? employ the use of 
the ?OAre and hasa drum, ihen finally the traps, Brushes No, 6 is (lie famous beet given Ray Bauduc hy Ben Pollack 
who, Baudue believes, originated this particular rhythm. Brushes No, 7 is Cm the Miare drum only, and has a peculiar 
wash, effect to he used only upon sweet numbers. Note that On nil brush rhythms the ha?s drum is optional two or 
four beats to (he measure. Sock, cymbal pedal is also optional. 

The left liAnd stays on the inaro drum; the right hand has choice of playing either the snare or tom-tom. This is 
a steady wire brush rhythm, and can bo played as long as one eccs fit. It should he used on awed or sofl swing 
numbers. The left hand is a sweep after-heat on the snare drum starting from the lop of the drum and going downward 
toward tho middle. The right hand aHaya in the same place, establishing solid rhythm. Aa stated before, it can he used 
either on the snare drum or tom-tom; in fact, il can be used on anything, like cymbal, etc. This is not advisable, how¬ 
ever. It has been found that if the right hand slaps (he same figure on (ho bass drum head, brushes No, 1 becomes £ 
perfect sender for the hand. The motion is the same As tlud dewrihed in brushes No. % first measure Only, 

{Continued on Page 20 )■ 
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[Continued from Page 19) DIXIELAND WIRE BRUSH RHYTHMS 

A A A A 



BRUSHES NO. 2 

Brushy No. 2 is a positive solid ^groove background* for (uhe-oflTs &r ensemble The left luind ihe 

S?t *» Wtl » “cat- motion, snd the afn-r-bat ™ d.” 4 ”“”In 

For the sake of clarity, the Lsrm out means: out from the ttutrv drum-* motion (hat moves dulward from ^ 

washer a A* "T "J 1 ^ either hand. If the notation shows a leit and a roll, ihe heal i& NOT a 

wash or a drag, burft simple beatexecuted as sueh. The “in” motion starkly from the drum at the sides of (he W v 

* f th£ BTld E * ftK * culcd w »h -CLther or both hand* as noted on the nrc This 

*iT£'XZ£^&Tr£2i tLT t** 



BRUSHES NO. 3 

The right han.1 < Wb" the Ut& drum head on the after-beat. Brush never leave? the bass drum head, and !& used 
'h f.T w j^ as l n b ™* N ?' ^ tb ? ™ bt on * hft After-beat. The outward motion of the right hand i? away from 

the body, ping toward the right. Th* inward moi mo comes from the outside and sweeps to the left toward the hoAy 

^ ^ WltH ?'* k t ha ? d T t,ie after beat, as in the case of Brush** No. 1 and 2. ThewSb 

sterte on (be down beat and is accented on the after-beat. While this create* fullness, be sure that the down beat 
(*Uhor accent? nor overshadow* ,he after-heat, A good lime to use thi? rhythm ia or t soft, sw^t number! like “Body 
rmd houl , and on rather subdued miutav* Lite “Sirot Sue* and “.Sw CC t Lorraine.” It can even be n^d to put (hi 
band llitA a groove An heavier sweet number*, ?udi aa: “Dinah, 1 * P h 
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(CorifittEiynT on Page 21) 











































































(Gmftag from Page 20) DIXIELAND WIRE BRUSH RHYTHMS 
BRUSHES NO. 4 


This. introduce* A variation in briifiVi work by inlnfwiiJC^Ltig the use of traps. If ibis 5s played on AelEI^»i Mix-Up: 
(usin^ different artieles). discrelion sh4u.ldt be exercised According to the shade and color of Ehe tune, It is used pref- 
erab] y in subdued tunes or semi-swing numbers. 



The after-beal U established by hilling the larger cymbals with the left band brush. The right band uses the Earn* 
motion as in brushes No, 3. The left hand accents ifter-befits by hilling the louder cymbals, Work in a circular move- 
merit with the body, daubing at the convenient cymbals that fall in line of motion. Always bear in mind Chat Cbe 
after-beat is ibe true Dixieland Swing, The weak LesUs ire filled in by ^Grfteko’* and snare drum after-heat cymbal* 
5& dial llte motion may be kepi going. The brush never leaves the bass drum head except for ibe swat. 

0 - Chinese Crash cymbal 
o = LA.RGE TURKISH CYMBAL 
©* SMALL TURKISH CYMBAL 
0« W €AEEKO' V CYMBAL 
® = S N Aft £ DRUM AFTER-SEAT CYMBAL, 



This is ibe Ben Pollack wire brush rhythm which wis given Ray Rauduc when ha joined Pollock^ band. This je a 
'very fine brush rhythm, because of the variety of traps used, and the combination j>f traps establish an intriguing 
figure. This beat is used on prelly ride numbers and ia considered as an established rhythm. Be sure St i* established, 
or the interpreted ten will be lost. This rhythm is nel supposed lo bp mixed up. Il is to be played exae-lly Us shown, 
acoenlmg the after-beats. The right hand is the same as in Brushes No. 3. Here is ao excellent soft steady pace of 
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(Commd }r*m Pop 21} DIXIELAND WIRE BRUSH RHYTHMS 

BRUSHES NO. T 

.The right band travelsclock wise in a t^uiinuousdreb *l*|*<? *5 me* hit oval u ihtnm by the arrows in I he example. 
The auer-bcai it accented. One should nole lltc portion af lire arrow head* in the example ui c^kr lo determine where 
the brush u at the hme of each accent, At no lime do the brushes hu* ihe head on Ibe wish movement WhH* doing 
'ff t l 1 VP°1* i¥e /™ lf '* 1 BKtMm lining steady vhytbm, vet does not Overshadow the wash 

eHeet of the mghi liand r lirufe No, 7 is particularly outstanding as an effect in stoptinw * r on soft luHllttl swine 
numbers. j i i i * 5 



m t DIXIELAND RATATAT CYMBAL RHYTHMS 

Whilethis Is a foundational Divkbmd cymbal rhythm, il can also be used for an entire chorus in order to gel the 
band going Note that the thrift is on the after Wl, thus providing * solid accent. Ray Raudue uses ihw No, 1 cymbal 
rhythm with ihe best results, in fact, it is one of his favorite foundational 1**1*. He uses this on bis largest cymbal. 

A _-H| A A A 


I 



NO. 2 


Om would naturally Use ibis cynihal rhythm in conjunction with No. I Infuse of its similarity, and also Uxnu#: 
of 1U natural progression, It has all the mannerisms « $ break, and yet il is an established rhvthm It too, must be 
played on a heavy cymbal. —* - - ' 



NO 3 ^ T=Ttp of stick on tap of cymbal. Left band deadens partially, 

■■ Jfc? Jilt t a nr^ to . b 5 pl , aveJ t i hc ha p\ t^* 1 - ™-»^ w > ch ^ ^ ™ ™t*i topw ^i»u 

J J ' hdd bonrojilally W^th the cymbal. Il is a syntcpaicd ratalat, trpkil of Rev Rpuduc and can be 

™ during a. ensemble or sob take off cfcnrufr lo Rood advantage. This can aiso be used lor a half, as well «* 3 whole 
chorus, or as many m^Mtres as it sounds effeclive^Il is an establislied rhythm. 

S0 BK LR g. s 8 fi, l R, BRlRs^lR 



‘Turkish Cym. 
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[Cvntinurd on page 231 























































































































DIXIELAND RATATAT CYMBAL RHYTHMS 

{Contiiuttd fro*-. Pag? 2 S) 


NO. 4 

Ni>[e ihut lids itirts with a triplet on bJio second half of the iliird beat. which must hi played dijtinctly in order to 
give the phrase lit proper efanefer. Ail dielcea uuit he aecenied. The opportune lime to play this trot in when botfc ihe 
aim! hras* are playing dSfcflannt figuration*, This cymbal work *hould different than th* rhytl tmn ombliiihd 
hy i Ho sAKes And hras*. mud will create a combination of three distinct effect*. Neither the brass nor [he reeds should 
use ihi* tsuttie rhythm Aga Ernst the olhcr f for it is not intended to augment its id me figure. If this in done, it nam rally 
subdue) the weaker seclicHi end destroys the distinctive effect, Hare is a pruette*! e* Atopic of how ihb* rhythm worksi 
Select a sflxa phone And trumpet player from the hand and Ask oach io play something diffcrtut. hui be, sure iheir 
rhythm) arc not too closely rdsiitd. (Otherwise a muddy effect wilt rcsuli.) Then play ihe cymbal rhythm against 
llicif#i and notice how distinctly all three bound. Thi* can be used also aa a two swmire break. 

Cut. No. 1 P 2G (m No. 4-} 



T- Top CH - Choke , <£ a Large Turk kh Cyrrr. p- Chinese Qym> 


NO. 5 


No. 5 atari,) oul ihe some as No. 4. with ilte triplet and eighth note oaufaln at Eon, and is an established Dixieland 
rhythm. Tlio triple! keeps repeating slaelf on the second half of the third beat of every other measure And is ihr mo< 
important clcmtni in ilic phrtSft. for it denotes the character of i his particular boat. 



{CanJ/nuttf pn Page 21 ) 


DIXIELAND RATATAT CYMBAL RHYTHMS 

{Continued from f-pge 53) 

NO. £ 

Th« nil P«ve to be one «f Ae rawt mtereairt* phrases m the boot. Ray Baud™- included ibis as a ™<| example 
C " Mer *“ f ° r aol ° ” nrit - If ' nre “P<=e to plar a siatcen measure phrase a, a feature be 

ton ttjlft K r T “ P ' e 1 n “ d tere - r s “ ra:thi "" “ r >- ««-^r to^tod. The eight aiek is a,. ib= cymbal 

abfc o me b n ' , , ** ^ ** ^ ' 0 ^ At ,Ws **■ - “ » .dvis. 

hea^ ev^l J^ * T*?-I , ’ nU?t ’* C0IrfuI1 :' “’a*™' 1 ' lilr lef ‘ «** ™dcr Ac Jarpe 

iMltarXt fiftltb , P ft r! °l " mbinatIfl " of ■«*= Turkish cymbal and Chinese crash, in (hr 

", fifteenth measure (he left alrck produces a bury, (or aisle), beuK.lt, the large heavy cymbal. In the 

r« river m ea S ure=.|heba« dram rhythm is very impertant in prder to preperly clnsc the sktesn measure phrase. 
If Ibrs is used as a sia.ean measure phrase. ,t should be played as the last sixteen closing measures of an arrangement 
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{Continued on, Pag? 2b) 







































































































DIXIELAND RATATAT CYMBAL RHYTHMS 

(Continued /rtmi Page 


NO. 7 


Here h an interesting four measure cymbal break. Note the fingering very clorely, as well as the character of (lie 
notes. This is another very typical Dauduc hreak„ and offers a lot of pleasure aud satisfaction io play. 



DIXIELAND ARTILLERY COMBINATIONS 


NO. 1 ARTILLERY 

When the hand screams, it is up to the drummer to supply She artillery, and No, Us a good basic rhythm 10 US£- 
Thc right stick is on top of the heavy cymbal which should be struck Sind lei ring. The left hand plays the same figure, 
combining snare drum and rim-shols. Use the rim-shot on ibe after-beat, which provides sufficient emphasis, When 
the hand sereams il h important that the drummer should became prominent in order 10 add the Wffijaary color. Of 
course, the same phrase can he played softly, hut is at its best screaming. The bass drum may he played two or four 
I# the measure, hut if the hand comes to a terrific climax. Let the baas dm in play two heats to the measure in order lf> 
help them finish, (This has a better sending power for a climax.) This IS simply the foundational heal emphasised- 
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{Continued on Page 26) 


DIXIELAND ARTILLERY COMBINATIONS 


(C4fl(UICHtf from Page £5) 


NO, 2 ARTILLERY 

This i» a good "ride-out* heat mi will swing either thr- kind or foioE*[s [l hta th«Kiiiw<harac»rpother hetta 
that employ die use of three distinct tones. Alternate (he left hand from the heavy Turkish Cymbal to il* Qlitw« 
erasli. (giving [we eymbaf tone effeuts), while llic right hand la playing an entirely different rim-ahoi rhythm. In 
cnfcrtt =*u,n Ih, |„<.prr Kicking. ,l,rt -ill, |hc left h M1 d fir* „«| vt,,n fti, i, .(«!„«! ,„| jr> prof „ , , 

tf P"»* *« pn™lure. M®. 2 CM l« umi on dlief iccming flmmtV 

or the opposite. The bass drum is preferably four to a mcutttc, which Will h.-lp support tike right band. 



NO. 2 ARTILLERY 

fan'. a oomhinaiion of three .one wtors. using a peculiar support of w l* (slick) on the bass drum. This solo 
is introduced in iha fourth and first Mis ef the firrt measure, ami every oilier sub^uem m^,.rc. Ii is u«d in 
open spots in the arrange^ mi (Its w well tlurt it provides a great deal of satisfaction io the drummer and other 
members of the band, and of course is a good Dixieland effect. The two Mu that *re just mentioned, arc made with 
i f ,pht , rtJct M iht J,aw ^ Fym ^rad, anct ™* ** prominent. Recall your mention toil* fact that the ptdaf heals of 
he baas drum oreJefi open as rut* in order io allow the full effect or ih* premi.wni drum rile k solo Mi on ihe 

nJV j T !*T ,W I "!f hBve a **™ V ' n * P* WH?F * **" "* ll * Pi™. *"d *** its sole support. The 

lefi hand aheruaies from the Turkish to the Chines cymbals leaving [he fourth and first heats open a, in ihe c*« 
of list bass drum Hal beala. This heal i* typical of Dixieland numlwrs. In which just such openings o«nr. This 
r ™ u that thu ■ particuiw beat S$ bm. Drummers who have known Ray Ifcuduc for many years will not only 
recugniM that this phrase is typical of him. but aliso cxpeiei his supreme style. 



<J-Lar^Turki'sb Ofm. th Chinese Cym. i= Rim-Shot. d- Drum Stickon Bass-Drum Head. 


^ mi £7) 





























































DIXIELAND ARTILLERY COMBINATIONS 


{Continued from Pngs 26) 



DIXIELAND MIX-UPS 

NO. 1 MIX-UPS ., , 

l-Cfiic is she famous Ray Bauduc <b Race Horse” beat, which 13 another true EfafeW effect. This provides a good 
backgionnd for take-off soloa. Anyone who ever saw Ray Bauduc will remember how be turned the sticks fiver and 
boat out this phrase on the ba*s drum counter hoop, Thia should be practiced first by shipping out the rhythm w«h 
the hands as previously suggested. White this is a syncopated Race Horse Thud, it U really an iniprovfiment on the 
pace of the bond, and requires A link concentration attain, Use either the butt or tip end of the sticks. 

> > > ^ 

L 



NO- 2 MIX-UPS 

A( first glance (his looks- exceedingly hard, beesuf'e of the manner in which it is 'written. However, if thb E^a.t is 
analyzed properly it will be comparatively easy to imn-ster. The only time it becomes difficult is when the buss drum 
beat is added. This please goes back to the foundational Dixieland beat. The only difference bemg that Jtauduc has 
added the glEf* and tom-tom coloring,, while the left hfl-nd hits rim-shots. In analyzing this beat, note thut the gJtss 
starts on the wood block and works off to the counter hoop of the bass drum, The glisa is vxitlen '_ f ™ 
has very liitie time value on its way down to the CdUUter hoop. It has t|ia same lime as a tit.DiMtilN l A - " 

STROKE RUFF, Of course, instead of the single distinct beats of the four-St^ke ruff, it employs a gliEsando, Ihe 
different character of the phraser n? brought out when the lom-tOm beats and rim-shots are properly accented. 

-» 7 > ^ 
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{Continued Ort Page 28) 


[Continued from Page 27) 


DIXIELAND MIX-UPS 

Characters = 

+ = Wood Block. 0= Drum stick on Bass Drum Head. ^Tom-Tom 
A = Cow-Bell. X-Rim Shot. ❖“Chinese Crash Cymbal. 

■*'= Drum Stick on Bass Drum Counter- Hoop. 
no. 3 mix-ups □= Chinese Crash Cymbal . 


*£%zz sn-ic. i.»*.. d* 

after-heat of the first measure and in tl-e I w three m ,cc t ^ at 11C ^ 0Ut h‘*t Irap$ are struck on [lie 

r *d beats. Play thi* JTZ nT ^7“^ 

before hringuijr the right hand in on (he ha^c i\r, >■ ' " V > iat thfi ^ arH ECt£ ^ flir,r lo a Wieaiure 

teehnEi]ue to the last two measure? before pulling the entire phrareXerther. J7I ,™‘ wri4s A PP ] J r this same 

before a law table upon which different articles Lvo been ullnrd and SS " h 5™" * a ,# 0i:Jl ^ idea Uj sit 

in the phrase, then work out this method before armUd™ \h* h* v ^ j a Ti' C namc of the traps shown 
i" Plav B» iWi". h ^finitely 

thia four measure phrase ofe a real thrill when’plawd' for z P™ wi]r fmS tflAf 

- * ■* - ■ *- « »fiS&iKteM XS St TWs 



th ° T ™ r ^ 
















































































































RAY BAUDUC SUGGESTIONS AND NOTES 


NO. 1 NOTES 

Tills phme luire W™ imfiuJed in the i»ix-up Miction. hut is presented here becatiK it pJm makes a goad 
bo[[ mallei but cm the counter Ikwjj ef the ba*i dram, Try l( in iin original Firm tuo—of miring it up on trupk 



In Gttae One of the arranger* in the bftttd (S tlofiig a special Dixieland number write nut thin beat. A&k him to lMve 
a spot open ior this must be -written in the iirniiigennjut (4(1(1 in tE^ drum part), because it will not At olhsrwiu 
unless Aft opening accidently appears. Tins is a typical effect with a Dixieliin+1 tmcUli-on. It Eiua a Jelinilt character, 
Mote that we have cued in the ensemble part* s* Lhit the arranger OftN fit tld* properly its kb arrangement. 



NO, 3 NOTES 


This is properly tilled 3 "fcaidw For a hreak-it-up chorus.” To get the right interpretation, play thia phrase two 
■teagurei before tj 10 soloist takes off. Of C0un» n MS the take-off chorus the drummer must give the soloist .support. 
{A “sender” is something that sends the soloiat off into h is ebrus.) 

Cut No. 1 Page 3^ 



PAGAN LOVE SONG 


Mrel drummers have something they particularly like to feature—anm^ 
thing that is distinctly their own. Ray Bauduc is fatuous the world over for 
his extraordinary execution in the special stop-chorus of Pagan Love Sang, 
We present here his ihirtyriwo measure solo which has been arranged for the 
first lime. Since this has tievrr been written before anti because it is a prod¬ 
uct of (rue inspiration,, Ban due may never again play each phrase exactly as 
shown here. It was his mood at die lime the arrangement was mad e, and is 
precisely the way lie executed Ii then. Uis many friends will recognize these 
typical phrases and will* no doubt* be gratified to see them in print. One 
will find an application and resemblance to other phrases that are in this 
book* but this inimitable arrangement shows just another reason why Ray 
ftauditc is probably the most outstanding Dixieland stylist in the world. The 
drummer will appreciate what die presentation of this arrangement means, 
for it exposes Baudur at his best, and makes public (he intangible some¬ 
thing that has never before been grasped. It is so difficult that no arranger 
has been able to copy it down, and it is interesting to note that it took over 
six hours of continuous work just to prepare these thirty-two measures. It 
is indeed a splendid tribute to one of the finest drummers in the business. 
HiS generosity in bringing this into print sets an unequaled and unrivaled 
precedent. 
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The Sensational Ray Bauduc 


Dixieland Drum 


(A Wm. F. Ludwig “Twin Sensitive” 


Never before have you seen n 
Wood Counterheaps for rim-shots, 7-men sneii 
depth for tone. Here is the first Twin Snare 
Model on the market. Ultra sensitive, superlative 
tone. A drum worthy tn hear the name of the 
World’s Greatest Dixieland Drummer-flay Bauduc. 

niCKEt cHBamusi 

No. 100—Size T'iH" Wood SEie 1L.S4B.50 {56.00 
Sin. 401—Size 7"*14" Metal Shell... 48.50 56.50 
Choice of Pearl Finishes, 7" *14". 56.0C 63.50 


WM. F. LUDWIG DRUM CO. 

1728 No. DAMEN AVENUE CHICAGO, ILLINOIS 
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WM. F. LUDWIG DRUM CO 

17aa NORTH DAMEN AVENUE. CHICAGO, ILLINOIS 
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